Although numerous Indigenous Australian performers have written contemporary songs about the Stolen Generations, very few music researchers have considered how these individual and collective experiences of trauma are realized and expressed musically by Indigenous Australian peoples. Music can play a role in telling this history, and, as Hutnyk argues, "music is politically engaged not solely because of its ability to make a space or because of its lyrical content, but both because it affirms community and because it tells histories." 7 This article explores the way in which Indigenous Australian performers and songwriters tell the story of the Stolen Generations through the medium of contemporary song. Examples of song texts are examined to come to an understanding of how Indigenous Australians attempt to tell "stories of pain and stories of healing" 8 in order to reconcile the traumatic effect of protectionist and assimilationist policies on their lives. We also examine how non-Indigenous and Indigenous responses to the trauma of the Stolen Generations have collaborated together.
Responding to Trauma Trails as Music Researchers
Our reason for writing this paper stems from our experiences and relationships with Indigenous peoples in Australia and the responsibility we both feel as non-Indigenous Australians to respond to the trauma we have witnessed through our research as ethnomusicologists and educators and in our personal lives. Katelyn has been working closely with Indigenous Australian women who have performed in contemporary music contexts for the last nine years. Her research relationships have grown into strong friendships and further research collaborations with Indigenous Australian women performers. 9 Many Indigenous Australian women have told Katelyn about their own personal experiences, and those of their relatives, of being forcibly removed from their families. Their stories illustrate to her the ways trauma continues through generations of Indigenous Australian people and the ways Indigenous Australian women use contemporary music to help them through traumatic experiences and the trans-generational trauma of colonization that continue to affect Indigenous people in Australia. As a non-Indigenous person, in many ways the experiences of the Stolen Generations are very far removed from her own family experiences in a safe environment untouched by the Australian government's assimilation and protectionist policies. At the same time she feels a great sadness and compassion for the stories women have shared with her. She hopes to educate others about the experiences of Indigenous Australian people and provide a space for Indigenous Australian performers to have their voices heard. Elizabeth first started work with Aboriginal women at Borroloola in the Northern Territory of Australia in 1994 when she began her PhD in ethnomusicology. Her early research documented the public performance traditions of Yanyuwa, Garrwa, Mara, and Kudanji women and over time her work has shifted to become intricately linked to the personal relationships and political agendas she shares with the Aboriginal community. 10 Elizabeth's place in the Yanyuwa, Garrwa, Mara, and Kudanji communities as a non-Indigenous woman has always been interwoven and deeply embedded with the identity of her husband, a Yanyuwa man. She went "into the field" a married woman and was accompanied by her husband's Yanyuwa maternal grandmother Hilda Muir (now deceased response rather than one whose passivity denies the reality of Indigenous peoples lives today. We draw on multiple sources of data in this paper: song texts, media articles on Indigenous Australian and non-Indigenous performers, CD linear notes from performers and first-hand interviews and discussions with Indigenous Australian performers. We draw on the words of Indigenous Australian performers to highlight their perspectives on their songs, foreground their voices, and also emphasize some of the strategies performers use to tell their stories of the Stolen Generations through the medium of contemporary song. We are aware that these readings of song texts are our own and as Jacob's notes "all researchers, then, be they white or black, female or male, carry their own identity into the field with them and this acts to shape the picture created." 13 We have attempted to listen carefully to the experiences that performers have told us about themselves or their family members being forcibly removed and the effects this has had, and continues to have, on Indigenous Australian people. In this way the analytical method adopted in this paper combines a content analysis 14 with our understandings from the relationships we have with Indigenous people and their narratives about their experiences.
"Take Them Away": The Forcible Removal of Aboriginal and Torres Strait Islander Children from their Families
Australia's history included colonial violence, murder, the forced removal of Aboriginal and Torres Strait Islander people from their land and culture, and their subsequent experiences of alienation and the loss of culture, language, power, and control over their lives through policies of protection and assimilation.
15 Former Prime Minister of Australia Paul Keating is credited with being the first Prime
Minister to publicly acknowledge this history and brought "the dispossession and marginalisation of It was we who did the dispossessing. We took the traditional lands and smashed the traditional way of life. We brought the disasters. The alcohol. We committed the murders. We took the children from their mothers. We practised discrimination and exclusion. It was our ignorance and our prejudice. And our failure to imagine these things being done to us.
17
At the time, many non-Indigenous and Indigenous Australians cried alongside Keating with empathy and compassion. There were others who cried with anger and outrage at this assault on their history and identity as white Australians. • Nationally, between one in three and one in ten Indigenous children were forcibly removed from their families and communities between 1910 and 1970.
• Indigenous children were placed in institutions, church missions, adopted or fostered and were at risk of physical and sexual abuse. Many never received wages for their labour.
• Welfare officials failed in their duty to protect Indigenous wards from abuse.
• Under international law, the policies of forcible removal amount to genocide; and the existence of distinct laws for Indigenous children was racially discriminatory.
• The removal of Indigenous children continues today. Indigenous children are six times more likely to be removed for child welfare reasons and 21 times more likely to be removed for juvenile detention reasons than non-Indigenous children. There is something terribly primal about these firsthand accounts. The pain is searing, it screams from the pages. The hurt, the humiliation, the degradation and the sheer brutality of the act of physically separating a mother from her children is a deep assault on our senses and on our most elemental humanity. 24 Rudd's words implicitly asked us to witness the painful testimonies of the Stolen Generations, to enact empathy to try to imagine the physical, mental, emotional and cultural trauma of being torn from a mother's arms, and to reframe the intergenerational experiences of Indigenous Australians under these racist and genocidal government policies as "trauma."
The histories, memories and contemporary realities of life as Aboriginal and Torres Strait Islander Australians, including the forced removal of children, find similarities with those of other Indigenous groups colonized by the British such as Native American peoples in the United States and First Nations peoples in Canada. As Haskins and Jacobs note the "uplifting," "civilising," and dispossession of children from their Indigenous families and communities was a powerful weapon of colonial warfare. 25 The colonial practice of taking children was used with violence and expertise to infiltrate the most intimate spaces and relationships of Indigenous experience to further the territorial goals of empire to seize land, labour, resources, and the future from Indigenous control. 26 In the United States, the narrative of "saving children" from their savage and barbaric native lifestyle came hand in hand with an assimilationist agenda aimed primarily at educating Native Americans. Once it became evident in Australia that the "full-blood" Aboriginal population was not "dying out" as expected, the removal of children began. Under the rhetoric of protection and absorption, the Australian government took "half caste" children away from their Aboriginal families to breed the "blackfella" out of them and turn them into good white citizens. However, in Australia, there was no agenda of education-the colonials believed that Indigenous Australians were incapable of higher learning and their removal sought to train Aboriginal and Torres Strait Islander peoples to be the working class for mainstream Australia. Jacobs suggests that Indigenous children in America were removed and placed in boarding schools in an attempt to stop the "Indian" resistance to the taking of land and to assimilate Indians to become self-supporting American citizens.
27
While the acquisition of territory was indeed a concern for colonial officials in Australia, of greater alarm was the increase in the half-caste population as a direct result of the sexual contact/abuse/rape of Aboriginal women by white men.
A Crying Wound: Positioning Forcible Removal within the Context of Trauma
It never goes away. Just 'cause we're not walking around on crutches or with bandages or plasters on our legs and arms doesn't mean we're not hurting. . . . I suspect I'll carry these sorts of wounds 'til the day I die. I'd just like it to be not quite as intense, that's all.
28
No two words strike deeper into the human heart than stolen children . . . the conjunction of the words 'stolen' and 'children' is a horror for both the child and the mother.
29
Research which specifically explores issues of trauma within Aboriginal and Torres Strait Islander communities has begun to emerge. Atkinson's research on generational trauma in Indigenous Australian communities illustrates that the forcible removal of Indigenous Australian children from their families has resulted in "a group of profoundly hurt people living with multiple layers of traumatic distress, chronic anxiety, physical ill-health, mental distress, fears, depressions, substance abuse, and high imprisonment rates." 30 Atkinson demonstrates that the transmission of trauma from one generation to the next is complex and occurs on two levels-"intergenerational" and "transgenerational." She suggests that intergenerational trauma refers to trauma passed down from one generation to the next, while transgenerational trauma occurs across generations, for example from grandparent to grandchild.
31
Atkinson also points out that the "government interventions into Aboriginal people's lives have been multiple, protracted and many-layered, and at various levels have acted as traumatising agents, compounding the agony of already traumatised individuals and groups." 32 Drawing on interviews with
Aboriginal people, she highlights that Aboriginal families continue to re-experience the trauma of forcible removal of Aboriginal children from their families through "the lives of children of survivors in new and even more traumatic ways" such as violence, sexual abuse, psychological conditions, and fractured identities, families and communities. 33 Atkinson further illustrates how intergenerational trauma disrupts and changes relationships between people and families. Atkinson's framing of the trauma experienced by Indigenous Australians as on-going, violent, and disruptive resonates with the work by Caruth in relation to trauma theory. 35 Caruth asserts that the word "trauma" literally means "wound" and is used today to refer to an interactive and intertwined physical and mental distress. 36 She understands trauma as having a loose temporality and existing very much as a type of "ghost," that is, a presence which continually returns from the past into the present. Trauma is lived and breathed very much as a crisis of truth. Certainly, in the Australian context, colonial discourse wants to enshrine the belief that the forcible removal of Aboriginal and Torres Strait Islander children from their families was "for their own good" while anti-colonial narratives assert the far-reaching effects of these violent policies on the lives of all Indigenous Australians then and now. A good example of colonial discourses attempting to control and white wash the representation of this aspect of Australia's history can be found in the words of the then Federal Minister of Aboriginal Affairs, Senator John Herron. In March 2000, in response to the Report of the Inquiry into the Stolen Generations, Herron tried to assert that "there never was a stolen generation of Aboriginal people because only 10% were removed and some of those for normal welfare reasons" and further that it was "wrong to speak of a 'stolen generation'." 37 The response from Indigenous Australian peoples to the type of racist and right-wing discourse set in place by Herron was a call to testimony-a plea to all Australians to "listen" to the story of the unbearable nature of the event and the story of the unbearable nature of its survival.
38

Song as Narrative Repair: Performing Trauma Trails in Australia
Music has a role to play in telling stories of trauma and survival across the world. Organizations such as "Musicians without Borders" use music to "connect communities, bridge divides and heal the wounds of war and conflict." 39 Cloonan suggests that songs can also be used to help listeners "cope" and "comfort them" in times of grief and trauma. 40 The relationships between music and trauma have been examined by music therapists, particularly in relation to the experiences of refugees in Australia 41 and overseas.
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Ethnomusicologists have also explored the ways people use music to deal with trauma. Wong suggests that an "often unspoken commitment to social justice marks most work in ethnomusicology" and calls for an "ethnomusicology of hope in a time of trauma."
43 Australian scholars have also engaged in explorations of the role of music to express and deal with trauma. For example, Stratton has explored how punk music has expressed the cultural trauma of the Holocaust. 44 However, very few music researchers have considered how the experiences of the Stolen Generation have been expressed through song. There is some limited literature on the impact of politics, and land rights issues in particular, on the contemporary music making of Indigenous performers. 45 Discussing the history of Indigenous popular music and thematic concerns of Aboriginal musicians, Gibson asserts that "themes of self-determination, land rights, resistance to cultural loss, rewriting Australian national history, dispossession, and calls for social justice remain common features of the traditions of Aboriginal popular music." 46 He further states that the growth of Aboriginal popular music has created important challenges to the nation's "geopolitical legitimacy, histories, assumed national identities and sonic landscapes." 47 Similarly, Dunbar-Hall and
Gibson point out that "contemporary popular music by Australian Aboriginal artists has become increasingly evident as a means of mediating Aboriginal viewpoints and agendas into the Australian national consciousness." 48 They emphasise that contemporary music as a form of communication with non-Indigenous Australians continues to be vital in promoting acceptance and recognition of Indigenous rights in relation to land in Australia and stress that "music is embroiled in the very debates and tensions concerning Australian sovereignty and indigeneity." 49 Dunbar-Hall and Gibson also stress the importance of the changing political conditions in the 1990s and Indigenous land rights movements which resulted in an increased number of ways music and the other art forms were used as a channel for Indigenous Australian people to communicate their views to the wider Australian public.
50
Without doubt, song has become a powerful and empowering medium for Indigenous Australians to make visible and share amongst themselves, their families and communities and wider Australia, the traumatic histories, memories, and experiences of the Stolen Generations. In a similar way to written texts, autobiographies, biographies, and fictional works, 51 song as musical text offers the possibility of historical witnessing and the possibility of truth in a new space opened up by testimony and narrative. 52 Further, by enabling a "counterstory" to be told, the potential exists in song performance to engage in a type of "narrative repair" and "define a past which has been until now, morally opaque." 53 Counterstories or "counter-songs" contain elements of repudiation and resistance, deconstruction, correction and redefinition. Through such reframing, counterstories have the potential to heal identities damaged by the violence and trauma experienced by the Stolen Generations, and their families and communities. The collective nature of song as testimony in Indigenous Australia further allows for the possibility of a counter-song to be performed not only by members of the Stolen Generations, but by others for them.
54
Several of the songs we will now discuss are those composed by the children and grandchildren of children who were forcibly removed.
The Album as a Site for Singing Trauma
The histories and contemporary realities of the Stolen Generations and their families is at once an individual, collective, and intergenerational experience and one of the most prominent ways counter-songs about the forcible removal of children have been expressed is through compilation albums. The most well known of these stem from the north of the country in Western Australia where the Kimberley Stolen Generations Aboriginal Corporation has produced four compilation CDs.
55 (See FIGURE 1.) Statements from the Kimberley Stolen Generations Aboriginal Corporation about the albums attest to the significant role these CDs play in narrative repair through song. In his speech at the album launch of Stealem Away, Aboriginal performer Mark Bin Bakar, (also known as Mary G) strongly stated that "our agenda here is to continue the awareness of the plight of the Stolen Generation peoples journey, it seeks recognition for their painful journey: [t] he fragmentation between mother and child." 56 Each album "embraces the many emotions of people taken from country, culture and language" and "features contemporary artists, traditional players and soundscapes expressing the deep feelings and experiences of people removed from their families by previous government policies." 57 Several of the tracks on these albums are told from the perspective of a mother or from the child wanting to reach their mother. We now turn to analyze some specific songs which explore the trauma experiences by the Stolen Generations. One of the earliest contemporary songs to explore the trauma of the Stolen Generation is Bob Randall's "Brown Skin Baby (They Took Him Away)." Written in the 1970s, Randall sings of his own traumatic experiences of being forcibly removed from his family in the Northern Territory at the age of seven. Now a Yankunytjatjara Elder and a traditional owner of Uluru (Ayers Rock) in Central Australia, he states that "the system came into my life . . . a policeman arrived on his camel and saw me with my family. And because I was who I was, I was stolen. This is a song I composed about that time."
59 Described as an "archetypal folk-country classic," 60 the song is performed by a solo singer accompanied by acoustic guitar.
It became an anthem for Aboriginal people with its telling of his experiences which resonated with other Indigenous Australian people:
Link: http://www.youtube.com/watch?v=v3ytJioxKzI Lyrics:
A young stockman Used to ride A quiet pony Round the country side He'd never forget A young black mother Cheeks so wet
Chorus: Eee-yow-wee-Eee-yow-wee My brown skin baby they take him away The song's reference to "brown skin," based on our interpretation, points to the realities of intercultural contact in Australia since colonization and indicates non-Indigenous people's complicity in the racial oppression of Indigenous people. Tizard and Phoenix point out that:
People of mixed parentage have long been positioned in contradictory ways-as black and as different from black as well as white people. The specific terms commonly used to describe people of mixed parentage and sexual unions between black and white people tend to pathologise those who cannot easily be fitted into the taken-for-granted racialised binary opposition. 61 Randall resists this repressive dualism between black and white by acknowledging and singing about his "brown skin." Kurtzer notes that there is a "notion that Aboriginal people become less 'authentic' as their skin colour lightens . . . [But] to connect Aboriginal identity to physical appearance is to deny the particular histories of Aboriginal people who were removed from their families." 62 Randall's depiction of "brown skin" also could be read as depicting the legacy of colonialism through which many individuals became lost between "black" and "white" worlds. As Brady and Carey note as a result of this:
for numerous Indigenous Australians, there was a sense of "unbelonging", that is, being not one or the other in their identity. You're not white enough to be white and your skin isn't black enough to be black either, and it really came down to that. 63 The haunting chorus emphasizes the mother's perspective and sings of the grief and sorrow of the mother who cried as the stockman "take him away." As Atkinson notes, government intervention into Aboriginal people's lives has acted as traumatizing elements. 64 Randall sings of his own experiences and in doing so breaks down the repressive binary of black/white and highlights the history of intercultural contact between "black" and "white" through the colonization process in Australia.
Archie Roach: "Took the Children Away" (1990)
Aboriginal contemporary singer, songwriter and guitarist Archie Roach also sings of his own experience of being forcibly removed in the folk-derived song "Took the Children Away," originally released on his debut album Charcoal Lane. 65 The song struck a chord with the wider Aboriginal community and national audiences in its telling of the forcible removal of Aboriginal children from their families. "Took the Children Away" was awarded two ARIA (Australian Record Industry Association) awards and a Human Rights and Equal Opportunity Award. Even though Bob Randall's song "Brown Skin Baby" had told a similar story, mainstream Australia seemed more able to accept Stolen Generations history told within the later song by Roach. Roach notes that he does not remember being taken away from his family but wrote the song for the many Aboriginal people who have been forcibly removed. This story's right, this story's true I would not tell lies to you Like the promises they did not keep And how they fenced us in like sheep Said to us come take our hand Set us up on mission land They taught us to read, to write and pray Then they took the children away Took the children away The children away Snatched from their mother's breast Said this is for the best Took them away The statement "I would not tell lies to you" could be read as referring to the ways this trauma has been made worse by the government's historical refusal to acknowledge and recognize this policy. More recently Roach states, in relation to the Formal Apology by Prime Minister Rudd, "after Prime Minister Rudd apologised it gave a green light, it was like a green light came on."
68 Like Randell's song, Roach sings of children being removed from their mothers "snatched from their mother's breast" and the trauma of many of the Indigenous Australians who were forcibly removed from their mothers and families. The line "set us up on Mission land" refers to how Indigenous children were placed in institutions and church missions while "fenced us in like sheep" refers to the control and restrictions placed on Aboriginal peoples' lives. Roach sings that non-Indigenous people "said to us come take our hand, said this is for the best" which could be read as referring to the ways the government's strategy of forcibly removing Aboriginal children from their families and communities was rationalized because:
Children are removed from the evil influence of the aboriginal camp with its lack of moral training and its risk of serious organic infectious disease. They are properly fed, clothed and educated as white children, they are subjected to constant medical supervision and in reception of domestic and vocational training. 69 Roach notes that as a result of the trauma of being forcibly removed from his family in some ways resulted in him becoming a musician and states, "If it hadn't been for that happening to me, I probably wouldn't have been a musician. We are the sum total of our lives, of that's happened to us. A lot of things are sad but I would never ask to be different. Terrible things happen because of misunderstanding, but I know I would be a poorer person if I had not been through these things."
70 He also suggests that music has been his life saver stating that "If I didn't have music, I had no other outlet to express myself unless it was very negatively and in a very violent sort of manner, that just made me so sick". 71 As Atkinson highlights "anger is a normal response to a violation of the self. For some, however, the anger comes disabling. They cannot express it safely to others or themselves because the places in which they live are unsafe." 72 Yet, Roach notes that music played an important role in helping to express his anger: "music helped me a lot, brought me out of it." 73 Like Randall's "Brown Skin Baby," the song has also become an anthem for the many
Aboriginal people who identify strongly with the collective trauma it expresses. 
Leah Purcell: "Run Daisy Run" (1998)
Aboriginal singer, actor, author, playwright and director Leah Purcell notes that "Run, Daisy, Run" was the "third song that I ever wrote and it's about my grandmother's story. And it's sort of become the unofficial national anthem for the Stolen Generation." 74 Growing up the in country town of Murgon near Cherbourg Aboriginal mission in Queensland, Purcell's music is strongly influenced by country and western singing, and "Run Daisy Run" is no exception. Purcell frequently performs this song acoustically with solo voice and guitar, or in a capella style. Purcell tells the story of her grandmother's forcible removal from her family in the following way:
She was taken when she was five, her and her sister and her little brother, and their dad was white, a Scotsman. He worked at the Forest Vale Homestead in Mitchell, but he lived in the Aboriginal camp, Murri Camp. The children were taken and he-someone ran across to tell him at work, but by that time, you know by the time he saddled a horse or whatever, they were all gone into town. When he got to the train station the children were in the cattle carts. The girls were in one and the boys were in the other.
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In the song, an Aboriginal mother tells her 4 year old daughter:
Run Daisy run, run Daisy run They were the last words her mama had said "Run to the highlands, run through the scrub, Just run, run Daisy run, just run, just run Because the whiteman he's ridin' high" Purcell focuses on the perspective of her great-grandmother who tried to hide her child from the authorities and resist the government's strategy of forcibly removing Aboriginal children from their families and communities. 76 This rejects the historical government claim that Aboriginal mothers willingly gave up their children. This song could be read as an example of transgenerational trauma -passed from grandmother to grandchild -as Leah suggests that the song was "given" to her:
I literally wrote the song in five to ten minutes. No sort of, even, drafts. At that stage, my grandmother had died. She died when I was ten. And this song came out of me and I believe that she wrote that song through me, because I don't remember writing it. I just remember finishing it and going, "Wow. That's pretty cool." Literally. That's no joke. I just went, "Wow. That's awesome." (2005) she sings of the sorrow of the mother who hopes her child will remember her family and her identity. The song also emphasizes the loss of language, culture, and identity of children who were forcibly removed from their families:
Remember your name Remember your skin Remember your tribal name Sweet child of mine 'Cause you're going away Don't know why It has to be this way We tried our best to hide Sweet child of mine Tried to hide you away The impact of the Stolen Generation policies has left its mark on Mills' family as her grandmother was taken from her family when she was 6 years old. Mills states, "My grandmother was taken away from her tribal country when she was about 6 years old and given a new name. She grew up in Katherine and had nine children, she gave birth to all her children at home on her own. She eventually found her way back to 76 Another example of this theme is Sarah Patrick's song "Sugarbag" which depicts families hiding children in hessian sugar bags to conceal them from the authorities. her tribe and land of birth by repeating her tribal name to herself every night before she went to bed. She did this so she would not forget her birth name." 78 Like Purcell's song, Mills sings of the attempts to trying "our best to hide" children from being taken away. Her song is written in honour of her grandmother and she notes "My grandmother died before I was born. I wrote this song in honour of her and her wisdom and strength in holding onto her identity in overwhelming circumstances, at such a tender age." 79 The song depicts the struggles for identity for many
Indigenous Australians who were forcibly removed and the resulting "trauma trails" of "fragmented, fractured people and families." There's a song I wrote for my grandmother who was Stolen Generation . . . the song's called "Waiting by the Road" because my Nana's mother was waiting by the road, because the police said they were going to bring her back.
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"Waiting by the Road" could be described as having a "heavier" musical sound than some of the other songs by and about the Stolen Generations and includes electric guitar and bass, drums and solo voice. In "Waiting by the Road" Morris sings about her grandmother's and great-grandmother's history:
You're waiting by the road They took your girl away Policeman on a horse You waited every day . . . They said they'd bring you back But that was just their lies You waited by the road Cried and cried and cried.
Like Roach, Morris sings of the "lies" non-Indigenous people told Aboriginal families as they forcibly removed Aboriginal children. 
Conclusion
The government policy of forcibly removing Indigenous Australian children from their families affected many Indigenous Australians and certainly the trauma is still felt by the generations that have followed. These "trauma trails" are deeply embedded in Indigenous Australian people's experiences, memories and histories as they attempt to reconcile the devastating effect of protectionist and assimilationist policies on their lives. 89 Indigenous Australian performers and songwriters tell the stories of the Stolen Generations in a diverse range of ways. Some sing of their own traumatic experiences of being forcibly removed, while others highlight the grief of families when their children were taken away. Other performers sing of the loss of culture, language, and identity of the Stolen Generation and Indigenous Australian people's attempts to resist the colonizing forces of non-Indigenous people. Their songs are tragic, yet full of the possibilities for beginning the healing process through song. Singing this trauma can be read as a medium for Indigenous Australians to speak back against the traumatic effects of forcible removal. Their songs also illustrate the ways Indigenous people are reclaiming their histories and highlighting the past, present and transgenerational traumas of the Stolen Generations. Non-Indigenous performers have also engaged in speaking back against the atrocities inflicted on Indigenous Australian people. Their engagement in singing about this trauma is hand in hand with the movement to engage with Indigenous Australian people in a different way.
In his outgoing speech as Prime Minister on 26 June 2010, Kevin Rudd stated, with tears in his eyes, that "the Apology [to the Stolen Generations] was unfinished business for our nation. It is a beginning of new business." 90 This "new business" must include all of us working together towards a better future for Indigenous Australians. Many non-Indigenous Australians feel ashamed, guilty, uncomfortable, and helpless because of their complicity in this history. Denial, ignorance, and refusal are the easy options. As a first step, songs about the ongoing trauma for the Stolen Generations and their families ask nonIndigenous people to not turn away but bear witness with their hearts, minds, and actions to the pain and suffering so that healing can begin. We feel that it is our moral obligation to do this and take responsibility for this shared history. We write with hope that our own consideration of these songs may contribute to an understanding of Australia's colonial history. The social and political message within these songs makes them ideal for performance at large music festivals, events commemorating the Stolen Generations such as Australia's National Day of Healing, 91 community events which bring Indigenous and non-Indigenous Australians together, and political rallies associated with equality and social justice for Aboriginal and Torres Strait Islander peoples. These songs about the Stolen Generations illustrate the ways song can be used to contribute to the process of reconciliation, helping us to create new relationships between Indigenous and non-Indigenous Australians.
